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From the Artistic Director

CCeellllpphhoonneess  
 
The use of cellphones and recording devices is prohibited in 
the concert hall. Please take this opportunity to turn off all 
electronic devices. 
 

音乐厅内禁止使用手机，禁止拍照，录音，录像。请观众关闭所有

电子器材，谢谢您的合作。 
 
 
 

VVRRSS  AAddddrreessss  
201-513 Main Street 
Vancouver, BC V6A 2V1 
Canada 
 
 
Vancouver Recital Society acknowledges that we are on the 
traditional and unceded territory of the Coast Salish Peoples, 
including the territories of the xʷməθkwəy̓əm (Musqueam), 
Skwxwú7mesh (Squamish), and Səl̓ílwətaʔ/Selilwitulh 
(Tsleil-Waututh) Nations. 

CELLPHONES
The use of cellphones and recording devices 

Is prohibited in the concert hall. Please take this opportunity
to turn off  all electronic devices.

is prohibited

Dear Friends,

We are delighted to welcome Jeneba Kanneh-Mason back to Vancouver in her 
Canadian solo debut. Her fi rst appearance for the VRS was at the Orpheum in 
2023 when we had the privilege of presenting a concert featuring all seven of 
the Kanneh-Mason children.

I’d like to share a quote about Jeneba from Gramophone Magazine:

“As the third youngest of the sensationally gifted Kanneh-Mason family, 
Jeneba impresses as a pianist of enormous technical resources in service of an 
uncommonly rich and versatile musical imagination. With so much in full fl ower 
at such an early age, her future will surely be dazzling.”

Jeneba brings us a refreshing program of Bach, Beethoven, Debussy and Chopin, 
as well as celebrated American composers Florence Price and William Grant Still.

For the pleasure of this afternoon’s performance we have to thank our Season Sponsor, the Peak Group of 
Companies, and the John C. Kerr Family Foundation for both its sponsorship of the Next Generation Series 
and the sponsorship of today’s concert. 

Our Next Generation is also supported by the Royal Bank Foundation, and all our Playhouse performances 
are supported by the City of Vancouver. We are most grateful for that support.

Thank you for joining us today.

Enjoy the performance.

Leila
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Program   

Jeneba Kanneh-Mason, piano

Sunday, February 22, 2026
Vancouver Playhouse

Concert sponsor

John C. Kerr Family Foundation

Additional Support

Season Sponsor

Next Generation Artist Sponsors

John C. Kerr Family Foundation

JOHANN SEBASTIAN BACH  (1685–1750)
Partita No. 5 in G major  BWV 829

Praeambulum
Allemande
Corrente
Sarabande
Tempo di Minuetta
Passepied
Gigue

(approx. 16 minutes)

LUDWIG VAN BEETHOVEN  (1770–1827)
Sonata No. 17 in D minor  Op. 31 No. 2  
(“Tempest”)

Largo – Allegro
Adagio
Allegretto

(approx. 23 minutes)

INTERMISSION

WILLIAM GRANT STILL  (1895–1978)
Three Visions
Summerland

(approx. 4 minutes)

CLAUDE DEBUSSY  (1862–1918)

Préludes Livre I No. 8:   
La fille aux cheveux de lin
Préludes Livre II No. 5:  
Bruyères 

(approx.  7 minutes)

FLORENCE PRICE  (1887–1953)
Fantasie Nègre No. 1 in E minor

Andante – Tempo moderato

(approx. 7 minutes)

FRÉDÉRIC CHOPIN  (1810–1849) 
Ballade No. 3 in A-flat major  Op. 47

Allegretto

(approx. 7 minutes)
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Jeneba Kanneh-Mason, piano

Photo credit: Johanna Berghorn - Sony Music

Early Life & Education: Jeneba holds the Victoria 
Robey Scholarship to the Royal College of Music, 
studying piano with Vanessa Latarche. She is grateful 
to Lady Robey, the Nottingham Soroptimist Trust and 
to The Nottingham Education Trust.

This Season: In the 2025/26 season, Jeneba will be 
crossing the Atlantic to work with several orchestras 
in North America, notably the Florida Orchestra, 
the North Carolina Symphony and the San Antonio 
Philharmonic. She is also making her solo debut recital 
tour, performing for the Shriver Hall Concert Series in 
Baltimore and for Dumbarton Concerts in Washington. 
An avid recitalist, she will also be returning to 
London’s Wigmore Hall, as well as performing at the 
Bergen International Festival, deSingel in Antwerp and 
the Royal Irish Academy, amongst many others.

Awards & Prizes: Jeneba was a Keyboard Category 
Finalist in the BBC Young Musician 2018 competition, 
winner of the Murs du Son Prize at the Lagny-sur-
Marne International Piano Competition in France in 
2014 and the Nottingham Young Musician of the Year 
in 2013. She was also winner of the Iris Dyer Piano Prize at the Royal Academy of Music, Junior Academy, 
where she studied with Patsy Toh. Jeneba was named one of Classic FM’s “Rising Stars” and appeared 
on Julian Lloyd Webber’s radio series in 2021. She has also been featured on several television and radio 
programmes, including BBC Radio 3 - In Tune; the BAFTAs; the Royal Variety Performance; the Young, Gifted 
and Classical documentary for BBC Four; and the Imagine documentary for BBC One, This House is Full of 
Music. She has also recorded for the Decca Classics album Carnival.

Recordings: Now an exclusive Sony Classical Artist, Jeneba’s debut solo album Fantasie was released in 
March 2025 to wide acclaim. The album was notably nominated for a prestigious Edison Award.

Jeneba Kanneh-Mason is represented by Enticott Music Management, in association with IMG Artists, London, UK.
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Program Notes

Johann Sebastian Bach
Partita No. 5 in G major BWV 829
The partita, in late Baroque parlance, was just another name for a dance suite, a multi-movement work made 
up of the four canonical dance forms —allemande, courante, sarabande and gigue – with the occasional 
addition of a prelude at the beginning and optional fancier dances (minuets, bourées, gavottes) called 
galanteries inserted right before the zinger fi nale, the gigue.

From 1726 to 1731 Bach published one partita a year as the fi rst part of a collection that he called 
Clavierübung, i.e., “Keyboard Exercise”. And a good deal of exercise they did indeed provide to the middle-
class amateur musicians who were their target audience. Remarkable for the extreme technical demands 
they place on the performer, these partitas also diff er from Bach’s previous “English” and “French” suites in 
the choice of movements they add to the traditional sequence of dances. 

The Partita No. 5 in G major is characterized by a twinkling bright mood, buoyant rhythms and an emotional 
tone somewhere between playful and endearing. Yet despite its childlike demeanour, this is not a suite 
designed for the hand of a child.

Witness the opening Praeambulum, with its stop-and-start gestures rife with a type of humour that would 
later be called “Haydnesque”, These opening bars act as a ritornello interlarding the dazzling array of ear-
tickling scales and arpeggios that are the main course of this sonic feast.

While such introductory movements were intended to serve as a kind of “warm-up” for the keyboardist’s 
fi ngers, rarely did they so accurately anticipate, as in this passage, the digital drudgery that would later be 
infl icted on young pianists by a certain Monsieur Charles-Louis Hanon (1819–1900).

And note that in Bach’s time, scales were normally played without using the thumb!
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We then hop into the Allemande, with its characteristic 16th-note upbeat to the opening bar. 

The gentle rippling pattern of triplets used throughout provides ample fodder for audience members eager 
to tap their toes without risking injury to their ankles. These triplets are counterbalanced by elegant leaps 
in the two-voice texture, and the second section ingeniously inverts the opening material – a common 
technique in binary forms in the Baroque.

Next would normally come the French courante, but Bach chooses instead its livelier Italian cousin, the 
Corrente, 

which, in contrast with the allemande’s emphasis on chatty runs, engages the ear with broken chord fi gures 
in repeated patterns of repetition.

The emotional heart of any suite is the Sarabande, although it is often more ponderous for modern listeners 
than some might desire, given its traditionally grave pace. But Bach’s sarabande in this partita is actually 
quite dancelike, due to its recurring pattern of dotted rhythms and its pleasing three-voice texture that gives 
the impression of being in two voices due to the use throughout of 3rds and 6ths in the upper voice.

Here simplicity works to fashion elegance out of a few motivic elements to provide a bare-bones structure 
for the performer to embellish with tasteful ornamentation.
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The Tempo di Minuetto movement is perhaps the “cutest” of all in this suite, coyly teasing the listener’s ear 
with a melody in duple metre that only occasionally catches up with itself to realize that it is actually in 
triple.

The second of the galanteries in this partita is a Passepied, a faster version of the courtly minuet that derives 
from Breton country dancing. 

Metred in 3/8 rather than the normal 3/4 of the minuet, it has the strutting muscularity of a toy soldier on 
parade, with ornaments judiciously placed so as to reinforce its friendly swagger. 

But for rhythmic drive, nothing can beat this suite’s Gigue fi nale. 

Structured as a three-voice fugue, with all the leaps you would expect from the genre, its second half renews 
the fugue with a varied inversion of the opening, but with the addition of “buzz” trills to give this fi nale a 
rough burnish of keyboard tone that repeatedly drills into the ear – and would do so quite thrillingly on a 
harpsichord – in passages such as this:
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Ludwig van Beethoven
Sonata No. 17 in D minor Op. 31, No. 2 (“Tempest”)
It says something about the dramatic and outright theatrical character of Beethoven’s musical ideas that so 
many of his piano sonatas have attracted descriptive titles. The motivation for calling Beethoven’s Sonata in 
D minor Op. 31, No. 2 the “Tempest” comes from his biographer, Anton Schindler, who believed the work to 
have been inspired by Shakespeare’s play of the same name, although not all modern historians agree. 

Beethoven begins his sonata audaciously with a series of three contrasting musical gestures, in three 
diff erent tempos, on the very fi rst line of the score. A slow, rolling arpeggio outlines a major chord (Largo),
followed by an anxious series of “mini-sighs” furiously fretting away in a minor key (Allegro), and then a fi nal 
slamming-on of the brakes (Adagio) for the cadence. 

Beethoven certainly has your attention now, but what could possibly be going on here?

All is revealed when the movement gets underway. The arpeggio motive, now vehemently rising up from the 
bass like an imperious demand for answers, appears as the movement’s fi rst theme, but at a faster tempo, 
with the “mini-sigh” motives (in augmentation) presented as the timorous pearl-clutching response to each 
explosive volley of anger. 

And the anxious mini-sighs return to fret on once again in the second theme, but at a new frantic level of 
“energetic” pathos. 

What appeared to be just an introduction actually turned out to be a kind of “table of contents” giving us a 
key to the whole movement’s thematic structuring. 
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The dramatic tension in this movement is unrelenting, with both fi rst and second themes set in the minor 
mode, and “girl-tied-to-the-railway-tracks” tremolos animating much of the silent movie you are picturing in 
your mind. And Beethoven uses his “jump-scare” tactics three times to mark important structural divisions 
in the movement. But one last surprise awaits in the fi nal bars when the fever seems to break with a soft 
murmur of receding anger simmering in the bass, like the last whiff  of smoke rising from a burnt-down 
building after a fi re.

The second movement Adagio, by contrast, is the soul of stability in a major key with not even a passing 
reference to the minor mode. It opens slyly with a rolling arpeggio that sets you up to expect another burst 
of anger in what follows. But instead, you get a halting, meditative aria of opera seria gravity and weight, 
proceeding at a stately processional pace and enlivened with fl orid decorative embellishments in the vocal 
line.

Structured in sonata form without a development section, the textures in this movement evoke the various 
sections and instruments of an orchestra, especially the timpani-like fi gure in the bass that eventually 
becomes an echo in the high register, as well. 

This bit of “sound theatre” may well have given Schubert the idea for a similar texture in the haunting slow 
movement of his last piano sonata, the Sonata in B fl at D. 960.

While the fi rst movement created its emotional payload by means of dramatic changes in tempo, the last 
movement Allegretto gathers in intensity by the opposite means: its manic repetition of the same hypnotic 
fi gure at an eerily constant pace. 

It’s the aural equivalent of a Stephen King horror movie in which you keep hearing the same voice echoing 
over and over again in a circus house of mirrors, as if you were going mad. 
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Only in this movement, the voices are motivic, as Beethoven recalls the whimpering mini-sighs in the minor 
mode from the fi rst movement in this fi nale’s second theme

and even includes echoes of the Adagio movement’s “drum roll” triplets for added measure.

And yet despite the gentle rolling pace of this moto perpetuo movement, it really is scary music, especially 
the ending, which simply disappears mysteriously down a fox hole at the bottom of the keyboard in its fi nal 
bars, as if a ghost had just left the room by passing through a wall.
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William Grant Still
Summerland from Three Visions
In the early part of the 20th century, William Grant Still contributed signifi cantly to the Harlem Renaissance 
of Black culture in the 1920s and 1930s and was widely recognized as the dean of African-American 
composers, the fi rst Black composer to conduct a major American symphony orchestra and the fi rst to have 
an opera produced by the New York City Opera. 

His Three Visions suite for solo piano was composed in 1935 for his wife, Verna Arvey, who premiered the 
work in Los Angeles in 1936. His daughter, Judith Anne Still, relates that the work tells

… the story of the human soul after death: the body expires, and the soul goes on to an apocalyptic 
judgment. If it is seen that the past life has been a good one, the soul may enter “heaven,” or 
“Summerland.”

Summerland is thus a musical picture of the beauty and peace to be found in the heavenly realm. Its 
neo-Romantic compositional style blends the harmonic idioms of classical music and jazz, immediately 
recognizable in the sound of its opening bars.

The blissful serenity of Heaven is evoked in the high register with this thickly textured but soft passage 
before the melody line is then transferred to the baritone range in the middle section.

Still never aimed to be an “avant-garde” composer. He wrote to please his audience, and while the style of 
this piece might immediately strike the ear as familiar from what might be called “piano lounge music”, it 
is more than likely that lounge pianists stole this relaxed jazz idiom from William Grant Still rather than the 
other way round.
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Claude Debussy
Préludes Livre I No. 8: La fi lle aux cheveux de lin
Préludes Livre II No. 5: Bruyères 
Debussy was the composer who was said to have freed Western music from the claustrophobic confi nes 
of “functional” harmony, the set of rules that for 300 years had governed which chords fi t best with which 
others according to how well their bass notes got along. 

Few works sum up Debussy’s practice in this regard more than his two sets of preludes composed between 
1909 and 1913. This is music of infi nite subtlety, much of it built up out of pianissimo melodic murmurs 
swimming freely in a watery, fi nely pedalled haze of blurry piano tone. 

But not the pair of preludes chosen for this afternoon’s recital, both of which see Debussy returning to the 
more traditional texture of melody and accompaniment in his depiction of two scenes from the Scottish 
countryside. Each unfolds gently in an atmosphere of lyrical warmth, with folk-like modal melodies 
supported by pastel harmonies that often burst luminously bright at cadence points.

* * *

La Fille aux cheveux de lin (The Girl with the Flaxen Hair) was inspired by a poem of the same name by 
French poet Leconte de Lisle (1818–1894) from the Chansons écossaises (Scottish songs) section of his 
collection entitled Poèmes antiques (Ancient poems), published in 1874. 

It opens with a pentatonic “gapped” melody that in its up-and-down motion suggests the carefree path of 
the golden-haired girl as she wanders alone in the Scottish countryside.

Contrast is provided in the hushed middle section with a fuller texture featuring Debussy’s trademark 
streams of parallel chords.

With a dynamic level that never rises above mezzo-forte, this prelude is generously warm and lyrical 
throughout.

* * *
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Another modal melody opens Bruyères (Heather), where we fi nd ourselves out on the moors of the Scottish 
countryside. 

The wide-open spaces described in the scene are evoked by the wide registral range of the score, which 
frequently has to be written on three staves.

Here the tone is nostalgic, with wandering spun-out melodies suggesting gentle breezes passing over 
carpets of purple-green vegetation covering the landscape and occasional fl ourishes in the upper register 
that might be a shepherd’s pipes.
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Florence Price
Fantasie Nègre No. 1 in E minor
Florence Price was born in Little Rock, Arkansas in 1887 and studied piano, organ and composition at 
the New England Conservatory of Music in Boston, graduating with honours in 1906. Life in the Jim Crow 
South was not easy for a well-educated African-American woman, so she eventually moved to Chicago 
in 1927 where her talents began to be recognized. In the 1930s she gradually rose to national prominence 
as a symphonic composer following the performance of her Symphony No. 1 by the Chicago Symphony 
Orchestra in 1933. 

In all, she composed over 300 works, including symphonies, works for piano and works for chamber 
ensembles. She was especially well known for her art songs and arrangements of spirituals, many of which 
were sung by the most celebrated singers of her day, including Marian Anderson and Leontyne Price. 

Her musical style is conservative, fi rmly planted in the late Romantic era, but permeated with elements 
drawn from her African-American heritage. This mixture of European “high-art” and African-American 
popular musical styles is perfectly exemplifi ed in her Fantasie Nègre No. 1 (1929) that incorporates 
traditional spirituals and jazz dance rhythms into the structure of a typically 19th-century virtuoso piano 
fantasy. 

The work opens in the classic manner with a series of introductory fl ourishes off ering tantalizing hints in the 
left hand of the principal theme to come.

This principal theme is the spiritual Sinner, please don’t let this harvest pass, artfully harmonized with 
chromatic passing tones in the inner voices.

As the work progresses, it alternates re-statements of these themes and non-thematic sections featuring 
scintillating – one might even say “fl ashy” – piano fi guration, at times infl ected with harmonies we are more 
used to hearing in the music of George Gershwin. The piece ends, however, in a thunderous affi  rmation of 
the “fl at-7” melodic minor scale in which the work’s principal theme is situated.
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Program notes by Donald G. Gíslason, 2026

Frédéric Chopin 
Ballade No. 3 in A-flat major Op. 47
Chopin’s four ballades all share a tone of epic narration, but the third of the set, the Ballade in A-fl at 
major Op. 47, stands apart for its bright sonorities and healthy, optimistic mood. It lacks the vehemence of 
expression that characterizes the other three ballades, Op. 23, Op. 38 and Op. 52, with their terrifying codas 
of whirlwind intensity.

The Ballade in A fl at is dominated by two principal themes of contrasting character but united by common 
elements of basic melodic structure. The fi rst, announced at the outset, is a songful melody that begins by 
rising up six scale notes, echoed by antiphonal responses in the left hand. 

Its contrapuntal profi le is that of two voices expanding out in opposite directions from a central point, 
a pattern that intensifi es on the following page into celebratory cadences exploding out into ecstatic 
arpeggios to the low and high registers simultaneously.

The second theme changes the mood completely. It is a dancelike melody of instrumental character that 
descends six scale notes, outlined in a series of coquettish leaps made all the more coy by the constantly 
syncopated rhythm in which they are presented. 

This second theme dips often into the minor mode but rarely stays there long, often slipping back into the 
major when cadencing. The minor mode is thus constantly restrained from taking on the mask of tragedy.

While the fi rst theme remains elegantly static throughout the work, the second undergoes considerable 
development in a texture of ornamental fi guration that dances alternately above it and then resonantly 
rumbles below. This development is the dramatic heart of the piece and immediately follows a third theme 
area of remarkable fl amboyance, with extroverted multi-octave fi guration issuing into joyously rambunctious 
passagework over large swaths of the keyboard.

The work ends with a kind of “apotheosis” of the songful fi rst theme 

in massively thickened chordal harmonies and a recall of the rambunctious spirit and exuberant fi guration of 
the contrasting middle section. 
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Thank You!

The Vancouver Recital Society gratefully acknowledges
the following individual, foundation and corporate partners for their support. 

Season Sponsor: The Peak Group of Companies
Concert Sponsor: Elaine Adair | Elizabeth Arnold-Bailey & Robert Bailey | Robert & Denise | Ann Harding | The Martha 
Lou Henley Charitable Foundation | Cathy & Ian | Lynn Kagan | John C. Kerr Family Foundation | Quesnel Foundation | Dr. 
Barbara Romanowski | Ellen & Bob Silverman | Ric & Lynda Spratley | Forster/Stephenson Legacy Fund | Joyce & Tony | 
The Board of Directors of the Vancouver Recital Society | Victor | I Vivaci | Casey Ching & Meghan Wells
Additional Support: The Martha Lou Henley Charitable Foundation | The John C. Kerr Family Foundation | RBC Foundation | 
The City of Vancouver - Cultural Services | The Alan & Gwendoline Pyatt Foundation | The Diamond Foundation | The Chan 
Centre for the Performing Arts | Les Amis du Fromage
Accommodation Partner: The Opus Vancouver
Media Partners: Stir | The Vancouver Sun
Community Partners: Vancouver Academy of Music | Vancouver Public Library | Kettle Friendship Society

Supporters

Guardians ($10,000 and above): 
Elaine Adair | Elizabeth Arnold-Bailey & Robert Bailey | Casey Ching | Judith Fisher & Keith Purchase | Ann Harding | The 
Martha Lou Henley Charitable Foundation | The John C. Kerr Family Foundation | Kaija & Erkki Rautiainen Fund | Louise 
Fletcher Memorial Fund held at the Vancouver Foundation | Joan C. McCarter Foundation held at the Victoria Foundation | 
Remembering Otto & Marie Pick Charitable Foundation | Alan & Gwendoline Pyatt Foundation | RBC Foundation | Barbara 
Romanowski | Quesnel Foundation | The Christopher Foundation | Tony Yue | One Anonymous Guardian

Visionaries ($5,000 - $9,999)
Cedarhurst Foundation | The Late Evelyn Downs | Russell Wodell & David Gordon Duke | Fonteromano Foundation | Lynn 
Kagan | Sarah Kennedy in Memory of Ellen Tallman | Linda Siegel | Robert & Ellen Silverman | Richard & Lynda Spratley | 
The R. & J. Stern Family Foundation | Ian & Jane Strang | Victor | Storage on Terminal

Champions ($2,500 - $4999)
Robert & Denise | Mark de Silva | Valerie & Richard Dunsterville | The Forster/Stephenson Legacy Fund held at the 
Vancouver Foundation | Kate Ker & Paul Cobban | Alistair MacKay | Eileen Mate | David McMurtry | Bill Meyerhoff  in 
Memory of Nina Popovska | Mary Newbury | Katherine Paton & Jeff  Beckman | Holly Sykes & Rob Baker | John & Judith 
Taylor | Ken & Patricia Tolmie

Devotees ($1,000 - $2,499) 
Timothy Agg & Stuart Alcock | David Agler | Jeff  & Keiko Alexander | Joanie Anderson | Joost Blom | Johan Arne Borgen | 
Ryan Bragg & Shelley Bruce | Leila Chorley | Myron Story & Larry Clausen | William Ehrcke & Donna Welstein | Keith 
Farquhar in Memory of Koji Ito | Colleen & Nick Filler | Judy Finch in Memory of John Hunter, KC | Stephen M. Fitterman | 
Gropper Family Giving Fund | Joan Harding | David Harvey & Cecilia Bernabe | John Hooge | Rebecca Hunter & the Late 
John Hunter, KC | Valerie Hunter | Arlene L. James | The Late Ingunn Kemble | Gordon Konantz in Memory of Gail Konantz |
Lohn Foundation | Jane Mitchell | Mary Jane Mitchell | Geoff rey Newman | Patricia Pender | Erica Pratt | William D. 
Robertson | Don Rosenbloom Charitable Giving Fund | Stephen Schachter & Nancy Stern | Philip Sestak | Carol Tsuyuki | 
Alexandra Volkoff  | Morag Whitfi eld | Baldwin Wong | Three Anonymous Devotees

Afi cionados ($500 - $999) 
Atkins Family Fund | William & Gladys Baxter | Alan & Elizabeth Bell | Perry Beverly in Memory of John Hunter, KC | 
William Black | G. Chetty | Kai Yee Chow | Judith Coffi  n | Peter & Hilde Colenbrander | Jared Dawson | John Stuart 
Donn | Jeff  Dresselhuis | Michael & Dana Freeman | Maria Giardini | Jonathan Girard | Rose-Marie Glassman | Carolyn & 
Peter Godfrey | Cathy Grant | Elizabeth Guilbride | Lyman & Penelope Gurney | Gordon Harding | Shiuman Ho | Rowena 
Huberman | Karen & Stephen Kline | Joyce Lee & Vincent Wong | Anndraya Luui | Ketty Magil | Sally & Wilfrid Mennell | 
Elena Miller in Honour of Leslie L. Miller | Chrstine Mills | Richard K. Schick | Marie Schneider & Richard Dettman | 
Karen Shuster | Cecil Sigal | James (Jim) G. Smith | Peter & Carol-Lyn Thaler | David Van Blarcom | Denis Walz | Robin 
Wenham | Jan Whitford & Michael Stevenson | Cheryl Williams | Janice Williams | Jon & Christine Wisenthal | Alice Wong | 
Lynda Yokoyama | Jennifer & Kenneth Yule | Three Anonymous Afi cionados
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Friends ($250 - $499)
Geri Barnes | Paul Beckmann | Brenda Benham | Pansy Chau | Jane Cherry | John & Lesley Christie | Anne Clemens | Allison 
Downs | Katherine Duncan | Susan Eadie | Kim Floeck | Sara Getz in Memory of Ingunn Kemble | Heather Holmes | Heather 
Ireland | Bill Jeffries | David P. Johnston | Cindy King | Pamela & David Kirkpatrick | Patricia Laimon | Fakroon T. Lakdawalla |  
Renate Lauritzen | Michelle Lebaron | Chin Yen Lee | D. Wendy Lee | Ken Margolis in Memory of Robert C. Goldstein | 
Gabriella Minnes-Brandes & Yoram Minnes | Rhona Rosen | Martha Russell | Angela Schiwy | Christine Shiner | Niamh Small |  
Anne & Mitch Taylor | Esther E. Vitalis | E. Wilson | Seven Anonymous Friends

Enthusiasts (up to $249)
Ludmila Afanasiev | Geoff & Patrice | Maureen Aird | Karen Ameyaw in Honour of John Hunter, KC and his Family | 
Michie Anazawa | Vinicio | Barbra Arnold | Barry Auger | Lois Bailey | Hemy-Bain Family | Denise Ball | Kevin & Grace 
Barrington-Foote | Merla Beckerman in Memory of John Brock | Merla Beckerman in Memory of Ingunn Kemble | Karen 
Bentley | Barbara Blakely | Sandra Booth | Yasuyo Bosshardt | Norma Boutillier | Carol Bruaner | Jean Brown | William 
& Sandra Bruneau | Christina Burridge | Victoria Bushnell | Josephine Chanin | Susan Childs | Shirley Cohn in Memory of 
Sharon Kahn | Melodie Corbett | Basil & Tish Davis | Jacqueline Day | Edith T. Eggenberger | Jamie Evrard in Honour of 
Ingunn Kemble | Monica J. Felkel & Brian Taylor Goldstein in Honour of the VRS Team | Christiana Flessner in Memory of 
Leon Getz, KC | Allan John Fletcher | Roger & Marjorie Foxall in Memory of Vicky Brunel | Anson & Daphne Frost | Keiko 
Funahashi | Elizabeth Galbraith | Patsy George | Susan Gifford | Sima N. Godfrey | Jocelyn Godolphin & Jim Henderson | 
Robin Goldstein | Yu Ting Gong | Sandulli Grace in Memory of Robert Charles Goldstein | Robert Grant | David Griffiths | 
Gershon Growe in Memory of John Hunter, KC | Glen Hansman | Evelyn Harden | Paula Hart | Michael & Sandy Hayden | 
Peter Michael Herford | Jeremy Hoey | Justin Huang | Barbara Jones | Edward Charles Jones | Mark Jowett | Anonymous in 
Honour of Ingunn Kemble | Helene Kaplan | Howard & Rosalind Karby | Brenda & Jack Karp in Memory of Ingunn Kemble | 
Jason & Kaori Keenan | Michelle Kim | Carol Kline | Norman Krasne | Peter Kwok | Patricia M. Lapalme in Memory of Pleuke 
Boyce | John Lea | Richard & Susan Lee | George Lewis | Emma Li | Michael Lizardo | Carol Long | Alison MacLennan | Joey 
Mai | Walter Mail | Laurel March | Lisa Marcoe | Louis Margolis in Memory of Robert C. Goldstein | Kathie Marteinsson | Rita 
McAllen | EJM | Konstantin Mestnikov | Bruce Mitchell | Gordon Mowat | Yukari Mukai | Sheila Munn | Takako Muta | Lucy 
Nguyen | Roberta Nitkin | Sheila Nolan | James & Susan Olsen | Ross Paul & Jane Brindley | Tianze Peng | Jill Plumbley | Silva 
Plut | Anna Caldwell | François Proulx | Ernest W. Quan | Henry Quan | Moura Quayle | Mark Quigley | Annelies Reeves in 
Honour of Sarah Kennedy | Ana Ristic | Tim Collins in Honour of Peter & Hilde Colenbrander | Lon & Marilyn Rosen | Bernard 
Rowe | Darlene | Lynn Schouls | Giti in Memory of Ingunn Kemble | Dorothy Shermer | Nadine Sherwin & David Nicholson |  
Elizabeth Shore | Paris Simons | Gareth S. Sirotnik | Donald J. Sorochan, KC | Jane Srivastava in Memory of John Brock | 
Linda Stewardson | Fumiko Suzuki | Lena Sverdlova | Jean Swenerton | Mary Maxwell Tait | Keiko Takeuchi | Wenhuan Teng |  
LEC | Gloria Tom | Kim Tomsich | Marilyn Vazzoler in Honour of Ingunn Kemble | José Verstappen | Duncan Watts-Grant |  
Orrin & Wendy Webber | Anonymous in Memory of Robert C. Goldstein | Sheila Wenzel | Birgit Westergaard & Norman 
Gladstone in Memory of Leon Getz, KC | Paul Westwick | Patrick J. White | Cora Whiting | Don Wilson | Anonymous in 
Honour of Agatha Carroll | Marjorie Wood | Nancy Wu | Priscilla Yang | Elizabeth Yip | Sheila & Chan in Memory of Ingunn 
Kemble | Yukie Yunoue | James Paul Zablonsky | Barbara Zielinski | Linda Zysbalt | Seventy-Seven Anonymous Enthusiasts

The following donors have also generously supported 
the VRS’s Building Blocks Endowment Fund at the Vancouver Foundation:

The late Kurt Gagel | Leon & Leila Getz in Honour of the late Edwina Heller | Maryke & the late Paul Gilmore | Kenneth Owen 
Gracie & P.H. Waddell | The late Elisabeth de Halmy in Memory of Alexander de Halmy | Ann Harding | The late Edwina & 
Paul Heller | Martha Lou Henley in Honour of Leila Getz | Lynn Kagan | The late Harry Locke | Lilli & Jerry Luking |The late 
Miss Denise Mara | Eileen Mate | Diana McMeekin | Paula Palyga | Abe & the late Leyla Sacks | Ian & Jane Strang | John & 
Judy Taylor | Marilyn & the late Brian Wallace | Susan Wong Lim in Memory of Jean Lyons | Elizabeth Fong Yung in Loving 
Memory of T.Y. & Grace Fong | One Anonymous Building Block 

Corporate supporters of the VRS’s Building Blocks Endowment Fund at the Vancouver Foundation include:

AXA Pacific Insurance Co. | Getz Prince Wells | Haywood Securities 

Presenting exceptional artists is made possible by the generosity  
of all our supporters, who make the journey with us throughout the season.

This list was created on Friday, February 13, 2026, and includes bequests, gifts of cash, donations of securities, sponsorships 
and ticket donations dating back to January 31, 2025. Should you discover any errors or omissions, please accept our 
sincere apologies and contact D’Arcy Blunston, Development & Outreach Coordinator, by email to darcy@vanrecital.com 
or by phone at 604.602.0363, so that any necessary corrections can be made. 

There are many ways to support the VRS including making a philanthropic gift, sponsoring a concert and/or including us 
in your estate plans. If you would like more information, please contact us at 604.602.0363.
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VRS Board of Directors

Casey Ching - President
Gloria Tom - Vice-President
Jared Dawson - Treasurer
Jeff  Dresselhuis - Secretary

Cathy Grant
Jonathan Girard
Shiuman Ho
James (Jim) Smith
Denis Walz

Staff 

Leila Getz, C.M., O.B.C., DFA 
Founder & Artistic Director

Sara Getz
General Manager

Alex Glyniany
Box Offi  ce & Production Manager

Niamh Small
Marketing & Communications Manager

D'Arcy Blunston
Development & Outreach Coordinator

103 - 119 West Pender Street
Vancouver, BC
V6B 1S5

Telephone: 604.602.0363

Email: info@vanrecital.com

Web: vanrecital.com

Vancouver Recital Society acknowledges that we are on the traditional and unceded territory of the Coast 
Salish Peoples, including the territories of the xʷməθkwəy̓əm (Musqueam), Skwxwú7mesh (Squamish), and 
Səl̓ílwətaʔ/Selilwitulh (Tsleil-Waututh) Nations.



The Peak Group of Companies is proud to  

support the Vancouver Recital Society  

as the 2025-2026 Season Sponsor


